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A GIFT OF POINT DE FRANCE The exquisite flounce of which the Mu- 

. seum now finds itself possessed was possibly 

IT is especially pleasant just at this designed as the border for an alb. It 



season of the year to add to the chron- 
icles of the Museum the record of a 
splendid gift, one of such unusual 
beauty that it seems futile to attempt to 
describe its charm in the printed page. 



is remarkable not only in the finish and 
beauty of its design, but as well in its 
perfect condition and unusual dimensions, 
measuring as it does four yards in length 
and twenty-four inches in depth, facts 




SECTION OF FLOUNCE 
POINT DE FRANCE, EARLY XVIII CENTURY 



In the sumptuous flounce presented by 
Mrs. William P. Douglas the Museum has 
acquired a regal accession to its already 
wonderful collection of laces; for while in 
this nearly every class is adequately repre- 
sented, the section of French laces, es- 
pecially the points de France, has never 
attained the high standard of those of the 
Venetian and Flemish fabrics. 



which place it among the finest works 
produced by either French or Venetian 
workers of the best period. 

While flounces of point de France, or 
fragments of originals, are preserved in 
several of the foreign museums and owned 
by private collectors both in Europe and 
in our own country, it is doubtful whether 
there is another more perfect example of 
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the art than the flounce under discussion. 
In the Vienna Museum 1 there is a narrower 
flounce of similar design, and both Dresden 
and Leipzig 2 have marvelous borders 
doubtless designed for princes of the royal 
blood, and still another, one of the most 
beautiful, originally in the Spitzer Collec- 
tion, is owned in Paris, while the Louvre 3 
has a shorter length of a similar flounce of 
this period. 

The history of French needlepoints has 
been so thoroughly discussed in the stand- 
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ard works of Laprade, Despierres, Lefe- 
bure, 4 and Mrs. Bury-Palliser, that it is 
needless to enlarge upon the subject in these 
columns; on the other hand, the design 
in any work of this period is always inter- 
esting, recalling as it does the brilliant court 
life of the seventeenth and eighteenth cen- 
turies. 

In the flounce just presented, the pattern 
consists of a symmetrical arrangement of 
individual cartouches placed against a 

1 Die Wiener Spitzenausstellung Osterreich- 
ischen Museum fur Kunst und Industrie in 
Wien, Leipzig, 1906, PI. 28-a. 

2 Schuette. Alten Spitzen. Stadtisches 
Kunstgewerbe Museum zu Leipzig, PI. 12. 

3 Les Dentelles anciennes du Musee des Arts 
Decoratifs, Paris, PL 8. 

4 Translated by Miss Margaret Taylor John- 
ston. 



background of delicately traced, more or 
less detached, foliated scrolls, a type which 
replaced the more continuous architectural 
devices that framed the motifs in the 
earlier patterns. 

Only the most fragmentary records 
have come down to us as to the designers 
of these rich laces that attained such 
perfection under royal patronage; we are 
told that Le Brun, Berain, and other court 
painters furnished patterns for the lace- 
makers, and a single instance, an item in 
the accounts of the King's buildings, 
records the payment due to Bailly "for 
several days' work with other painters in 
making designs for embroideries and points 
d'Espagne." 5 Patterns there must have 
been, but these precious documents have 
long since disappeared. 

The Bailly (1634- 1679) here referred to 
was Jacques Bailly, 6 a miniature painter 
who with his son Nicholas had lodgings 
with the other court painters in the Louvre, 
where he collaborated with Le Brun in the 
production of the cartoons, preserved in the 
engravings of Sebastian Le Clerc, for the 
Gobelins tapestries entitled the Four 
Seasons and the Four Elements. Other 
men of this group were Perrault, Chape- 
lain, Cassange, and Charpentiers. To 
the genius of these men may be attributed 
the beauty of the French fabrics. One of 
the most interesting of the men recorded 
as designers for embroideries at this time 
was Daniel Marot, who worked with the 
others in Paris until 1685 when he was 
forced by the revocation of the Edict of 
Nantes to take up his abode in Holland 
where his talent gained immediate recog- 
nition and he became court painter to 
William III. The residence of these 
refugee artists in Holland may in a measure 
account for the marked French influence 
apparent in some of the Flemish lace of 
the period, as instanced in the wedding 
lace of Elizabeth of Brunswick at the time 
of her marriage to Charles II, Duke of 
Brabant. Two lengths of this lace are 
preserved in the Museum collection, one 

5 Bury-Palliser, p. 1 58, note 28. 

6 GuirTrey in L'Art Premiere Annee, Tome 
II. Jacques Bailly, Peintre en miniature, 
1 63 4- 1 679. 
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received in the group presented by Mr. 
Hamilton Cary and a second in the Black- 
borne Collection, a gift by popular subscrip- 
tion. A third length of this lace is in the 
Musee des Arts Decoratifs at Brussels. 

As is shown in the illustrations of the 
Douglas flounce, while one might say the 
design is distinctively Berain in character, 
it might as readily be attributed to Claude 
Gillot, Francois de Cuvillier — who de- 
lighted in introducing into his patterns bits 
of marine views with ships — or even to 
artists of the later eighteenth century, such 
men as Jean Guillaume Moitte, Queverdo, 
or Gille-Paul Cauvert, many of whose 
drawings show the same exquisite struc- 
tural quality as those of the great Le Brun 
or Berain. These artists repeat the same 
characteristic details of the earlier masters, 
the blazing sun, quivers, bows and arrows, 
floral urns, trophies, and musical in- 
struments, with the same deftness, the 
same delicacy of touch which renders it 
impossible to ascribe to any given name a 
specific work. But, be that as it may, 
many of the features of this lace bear the 
Berain mark, especially the central car- 
touche with its splendid winged sphinxes— 
a favorite device of this artist and one 
which appears frequently in his works, 
as for instance in the court furniture for 
which he designed the marquetry executed 
by Andre Charles Boulle 1 . The same is 
true of the miniature triumphal car, a 
striking and unusual feature of the design 
which, like the other motives, is placed 
beneath a draped canopy embellished with 
bow-knots and floating ribbons. The char- 
iot appears in several of the Berain plates 
as a mantel panel decoration, while the 
bow-knot and ribbons are of frequent 
recurrence in the Boulle marquetry. The 
ship, one of the interesting features of the 
design, may simply be a fancy of the de- 
signer or it may possibly represent the seal 
either of the City of Paris or that of Nantes: 
in all likelihood, however, such significance 
is improbable. The peacock, which ap- 
pears near the lower edge of the flounce, 
where it is found surmounting the finial 
of a draped canopy, is always of interest, 

1 Havard. Les Artistes celebres, Vol. IV, p. 
55. Central panel of coff re-commode. 



as it occurs in several royal works, and 
possibly later research may throw some 
light upon its appearance in this flounce. 
This emblem is recorded as a device of the 
Montbrun family, in the ramifications of 
the genealogy of which it has been dis- 
covered that one Etienne Cherade, Comte 
de Montbrun, was, during the later part 
of the reign of Louis XIV, Secretary to 
the King and Lieutenant-General in the 
district of Angouleme. This, however, 
may have no bearing whatever upon the 
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use of the motif in the pattern of the lace, 
although it is of interest in passing. 

With this flounce now added to the col- 
lection, and the splendid capes presented 
by Mrs. Luckemeyer and the flounce of this 
lace in the Cary Collection, the late Louis 
XIV and Regency periods of this fabric 
are wonderfully represented, and if in the 
future some fine example of the earlier 
work such as is represented in the lace 
from the Spitzer Collection, should be ac- 
quired, the Museum group would be un- 
surpassed by any collection known. The 
lace will be exhibited in the Room of 
Recent Accessions prior to the closing of 
the lace galleries for rearrangement. 

In addition to this gift, Mrs. Douglas 
has lent to the Museum a delightful group 
of laces comprising an exquisite filet cover, 
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a panel of sixteenth-century Venetian punto 
in aria, a border of reticello of the same 
period, a deep flounce of point d'Alencon 
in the style of Louis XVI, a has d'aube 
of point d'Angleterre, and fragments of 
a magnificent flounce of point de France. 
This group with the exception of the Flemish 
flounce will be found in the central cases of 
the lace galleries, Nos. E 8 and 9. 

F. M. 

GERMAN PICTURES BOUGHT 
OUTOFTHEREISINGERFUND 

PAINTINGS by Wilhelm Trubner and 
Hugo von Habermann were acquired at the 
sale of the collection of Hugo Reisinger, the 
donor of the fund, in January, 191 6. To 
these have now been added four examples 
of the work of German painters: one by 
Wilhelm Leibl, the most representative 
of German masters since Durer; one by 
Max Liebermann; one by Hans Thoma, 
by whom the Museum already owns At 
Lake Garda, given by Mr. Reisinger in 1909; 
and one by Friedrich A. von Kaulbach. 

These four pictures come from the col- 
lection of Josef Stransky, which is confined 
to modern German and Austrian works. 
The owner, with a wide knowledge of his 
subject, has been forming it for a number 
of years, and judges like Dr. Heinz Braune 
of the Neue Pinakothek at Munich, who 
wrote the preface of the catalogue, consider 
the Stransky Collection as the most im- 
portant collection of German and Austrian 
pictures in private possession. Thanks to 
Mr. Stransky's generosity, the Museum has 
had the privilege of selecting these four 
pictures from his collection, as he not only 
desires to be of service to the Museum, but, 
like the late Mr. Reisinger, is deeply inter- 
ested in the recognition of German art in 
America. 

Of the group the Leibl is the rarest and 
the most distinguished, and the Museum 
is fortunate in securing a picture of the 
quality of The Peasant Girl with a White 
Head-cloth. Wilhelm Leibl is the personi- 
fication in Germany of the realistic ten- 
dency of the sixties and seventies, his posi- 
tion being analogous to that of Courbet in 
France. Without dramatic or sentimental 



interest, he painted his pictures of Bavarian 
peasants or the remarkable series of por- 
traits of his friends or associates in a fashion 
that was too impersonal for the taste of his 
contemporaries. His figures are seldom in 
action of any decided sort; they are sitting 
or standing quietly, sometimes talking to- 
gether, the artist's great effort being de- 
voted to reality and characterization. The 
result recalls to a degree the great achieve- 
ments of the Teutonic race — the works of 
similar intention by Jan van Eyck or 
Holbein. It is the single-mindedness in his 
point of view, the penetration and sturdy 
ability of his craftsmanship that lead one 
to mention his name in connection with 
those supreme masters. 

The Peasant Girl with a White Head- 
cloth is signed and dated 1885. In the 
standard work on Leibl by Emil Wald- 
mann one can find its pedigree recorded. 
In 1893 it was in the hands of J. Littauer, 
the Munich dealer, who secured it directly 
from the artist. In 1894 it was bought by 
Herr Stein of Munich, and after his death 
passed to Herr H. Helbing, from whom it 
was acquired by the Thannhauser Gallery, 
whence it came into the Stransky Collection. 

Max Liebermann, born in 1847, is fore- 
most among the group of those who worked 
in the direction of the Impressionists in 
France. He approaches Leibl in his un- 
compromising sincerity and avoidance of 
subjects of a literary or poetic turn but 
differs in his motives, which are of prefer- 
ence momentary movements in figures or 
landscape. He sets down directly and with 
great swiftness the aspect of people at 
work or of landscape in changing conditions 
of light or weather. With such a starting 
point his handling is of necessity more 
summary and rougher than that of Leibl. 
His success in rendering the look of moving 
things is remarkable. The Ropewalk, which 
Wilhelm Trubner has spoken of as "one of 
the most valuable and most important 
works of Max Liebermann," was painted 
in Holland. According to Pauli in his book 
on the painter, it dates from 1904. 

Hans Thoma, in contrast to the two 
artists already commented upon, is poetic 
and dreamy. He belongs among the 
romantic painters and loves old tales and 



